City University of New York (CUNY)

CUNY Academic Works
Theses and Dissertations

Hunter College

Spring 5-30-2018

Murmur/Murmuro
Paola M. Di Tolla
CUNY Hunter College

How does access to this work benefit you? Let us know!
More information about this work at: https://academicworks.cuny.edu/hc_sas_etds/305
Discover additional works at: https://academicworks.cuny.edu
This work is made publicly available by the City University of New York (CUNY).
Contact: AcademicWorks@cuny.edu

Murmur/Murmuro
by
Paola Di Tolla

Submitted in partial fulfillment
of the requirements for the degree of
Master of Fine Arts, Studio Art, Hunter College
The City University of New York

2018

Thesis Sponsor:

May 21, 2018
Date

Paul Ramirez Jonas
Signature

May 21, 2018
Date

Daniel Bozhkov
Signature of Second Reader

1

TABLE OF CONTENTS

Murmur/Murmuro

3

Bibliography

26

Installation Views

27

Image List

30

2

Murmur / Murmuro
Muro: Spanish for wall
Mur: French for wall
It was a little over a year ago when a student led a meditation on “debt” in
Alexandro Segade’s performance class. During the meditation we were asked to focus
on our debt and find where it lives in our bodies. After the meditation the students sat
around to discuss the performance. It wasn’t until about 15 minutes into the
conversation that a student interjected by saying, “I don’t want to think about my death.
It makes me uncomfortable and I feel resistant to what is being asked of me.”
Fortunately, this confusion is complimentary as death can often bring on a kind of debt,
or in other cases it can even get rid of debt. By using repetition or misplacing intonations
and accents, etc. one can imitate the slipperiness of spoken language. However, it is
the accidental slippage that I find most revealing and exciting because it allows for two
conversations to exist in one. Once spoken language is transcribed as text, it is put
through another filter and the risk of [accidental] slippage increases by a different
measure. Fingers don’t keep up or autocorrect insists on taking matters into its own
hands.
In Donna Haraway’s Companion Species manifesto, Haraway introduces the term
“metaplasm” as a way to describe the “codes of life” when it comes to human and
animal relations, particularly as companions. 1 The understanding of metaplasm, or the
“tripping of language,” in congruence with the malleable relationships between humans
Metaplasm means a change in a word, for example by adding, omitting, inverting, or transposing its letters,
syllables or sounds. The term is from the Greek metaplasmos, meaning remodeling or remolding. Metaplasm
is a generic term for almost any kind of alteration in a word, intentional or unintentional. Haraway, Donna.
The Companion Species Manifesto, Pg. 20
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and animals is especially visceral because it is getting at the root of communication and
it’s shape-shifting nature.

When speaking, mispronunciations are easy to make, especially if you are not engaging
in your native tongue. We may misinterpret or misspeak and not even realize it but if we
do, we often correct ourselves or readjust a conversation seamlessly in order to
accommodate each other. As someone who grew up bilingual, these misinterpretations
or mistranslations would occur frequently; and I’ve become increasingly interested in the
rich material these misunderstandings create. I’ve set out to work in an episodic format
in order to capture the number of ways we may not mean what we say or we may
actually mean what we don’t say. What vocabulary do we turn to in order to get where
we want to go? I want these episodes to be on-going iterations of the same thing.

Fairy/Ferry (2017)
I attempted to create a scenario where real misunderstandings took place; but the
people in conversation had no choice but to push the conversation along as if they were
all in sync. In this first piece I collaborated with performers, Clara Chapin Hess and
Christian Hendricks. I gave both performers the following task: enjoy a meal together.
However I set a couple of rules in order to anchor them in a mode of communicating:
1) You can only speak with your mouth full.
2) “Yes and” each other. In other words, don’t correct one another. Carry on as if
you understand each other well.
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Having the piece happen over the course of eating a meal provided a time constraint
and a physical constraint. This decision was inspired by the performance exercises and
techniques of Jerzy Grotowski and Stephen Wangh. One particular exercise comes to
mind called ‘the container’, which requires the performer to “…‘discover’ the image by
using your body, by pressing outward against the container [constraints], trying to find
an exit.”2 In this case, the performers’ mouths full of food acted like the container for
their speech; and because they continued to communicate this way over the course of
an hour, there were a lot of changes in their speech patterns. The muffled sounds
created the opportunity for misunderstandings to occur. I guided the conversation by
softly directing them with prompts written on pieces of paper that I handed to them
individually. The prompts consisted of questions related to family, personal
relationships and most importantly, homonyms. For example, while the performers were
in conversation, I handed each of them a slip of paper, one said “ferry” and the other
“fairy”.

2

Stephen Wangh, An Acrobat of the Heart pg. 104
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Fairy/Ferry, 2017

I then transcribed the audio and re-staged the situation and had two different people,
Rebecca Baldwin and Patrick Costello, perform the script. I also used this opportunity to
swap the genders. This step in the process, transposing the text into a new setting with
two different performers, proved to be very effective because it allowed the text to take
on more weight and guide the situation like a script does a play.

This audio was installed as a ‘live tableau’ in a pitch black room. Only the legs of 4
different people, from the knee down, were lit and visible to the audience. They viewers
were able to watch the legs walk around and interact with each other as if mingling at a
dinner party. By pairing this visualization the audio, it creates moments of disconnect
because the number of people the viewers are watching and the number of speakers
the viewers are listening to, don’t match up. However, just as there are moments of
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disconnect, there are also moments of synchronicity when what is being heard matches
what is being seen. It also allowed for the possibility in the imagination of the viewers
that what was being experienced was happening in real time.

Crying with Masks (2016)
I first explored the notion of re-staging an event when I re-enacted a live performance
for a staged audience. The performance was a tutorial on how to make yourself cry. The
documentation of the live performance did not turn out well, so I decided to re-do the
piece with a staged audience. The resulting performance now exists as a video.
Grotowski and Wangh’s methods are at the core of this performance, as I allowed my
feelings of vulnerability to guide me through the experience. I pushed my physicality
towards an emotional state, even when my physical and emotional state were
seemingly at odds with one another. Though I wasn’t actually able to make myself cry
during the staged version of the performance; as I grew more and more desperate for
tears, my unexpected inability altered the overall tone of the experience. The original
performance was much more heightened which made me start crying rather quickly.
This created a very different reaction from the viewers than the staged version.
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Crying With Masks, 2016

Making a Sandwich (2016), And Another Sandwich (2016)
How do you present the trajectory of making a sandwich? After filming, Making Another
Sandwich, in which I record myself doing this very task, I edited the video by extracting
a certain action that gets repeated throughout the course of making a sandwich, for
instance, dipping a knife in a mustard jar. By doing this, I am able to distill this
information, string it all together and find new meaning in the repeated action. Moreover,
because I knew how I was going to edit this video, I exaggerated the length and number
of times it takes to perform each action. In other words, I repeated each action multiple
times. This was an attempt to do a ‘live edit’ of the work. Another way to think about it is
in the setting of an interview. In order for the interviewer to get the answer they want, or
the best phrasing of an opinion, the interviewer may need to ask the question multiple
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times. Each answer may be the same but the phrasing is slightly different each time. Or
if the interviewer knows what question will illicit the perfect response as a segue into the
next question, this could be considered a kind of ‘live edit’. I then extracted each action
but omitted the moment immediately leading to the next action in making the sandwich.
This created the affect of an action that repeats continuously and forever without
progression—the moments of reaching for the next step but never getting there.

Making a Sandwich, 2016
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And Another Sandwich, 2017

Birthday (2015)

What is another way of depicting the course of a day? You can choose to show the
moments of waking up, and piece out the day by its component parts: meals, activities,
a job, etc. but what about an itch that you can’t scratch? A sneeze that won’t come out?
An unattainable orgasm? A state of cathexis as seen all over town over the course of
the day?

In Birthday I had a sneeze that wouldn’t come out. It began in the morning and it stayed
with me for the whole day. I was about to sneeze while walking over the Manhattan
bridge, I was about to sneeze while at the New Museum, I was about to sneeze while
10

out on a date, I was about to sneeze while I was sleeping. The “almost sneeze” was no
longer a possible sneeze but instead almost a twitch or stutter that wouldn’t leave. My
body contorted repeatedly for the entire day and that gesture could not be expelled, it
was my physicality.

Birthday, 2015

Translation Methods
My approach towards my audio recordings has been to put the work through a series of
filters in order to find a new narrative, even if that requires a manipulation of the truth.
The transcriptions of the conversations, which I guide, become mutable text that I shape
in order to generate new material. I’ve turned to different writers to uncover varying
techniques for translation. In Raymond Roussel’s How I Wrote Certain of My Books,
Roussel provides blueprints for the methods he used to distort images in order to
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generate new material. His primary technique, which shifted and developed over time,
he referred to as, very appropriately, ‘the evolutionary method.’ Roussel described using
this method to write an entire book as he “drew a series of images from distortion of
some random text…”

Roussel also uses this method at times to create ‘phonic combinations’ of words,
which requires you to ‘sound out’ a new word. For instance, Roussel writes:
“‘Phonotypia’; this supplied me with ‘fausse note tibia’ [wrong note tibia]…)” 3
Here is an example of my attempt to phonetically distort a sentence:

C1: I don’t have my glasses today. What’s your place like?
C1a: A doughnut thigh collapses at bay, fattier than Yoplait

I began using the evolutionary method and tried using it in its simplest form and
developed my own feel for it. For instance, taking a piece of text and just translating
each sentence with the use of synonyms:

C1: My glasses are pretty good. How are your glasses? I feel like my sight just
started.
C2: I don’t have my glasses today. What’s your place like?

Then becomes:
1: Ordinary cups satisfy me. How do your cups behave? I can finally understand.
2: I’m currently missing my flute. Describe where you are.

3 Roussel, Raymond. How I wrote Certain of my Books, pg. 13, 16
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I applied these translation methods to dialogues created from previous audio
transcriptions. For instance, I took a piece of the Fairy/Ferry transcription and translated
it, creating a whole new dialogue that can either be paired with the previous dialogue,
be an extension of it, or be an entirely new piece on it’s own. The following is one
possibility showing this relationship and it is entitled Fay’s Name (2018).

Fay’s name, 2018

Ultimately writing and translation is a solitary practice, one that is a challenge and a feat
for the author. I enjoy these aspects of writing; but I am often left wanting more
interaction and input from others. This need works hand in hand with the sociological
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aspect of my art that is also part of my motivation. I am interested in how others
problem solve and how one idea is changed and flipped around as it is passes through
various bodies and minds. I socialize the solitary translation methods that I have created
and I have borrowed from other writers. This process of socializing is both the content
and the process of my work.

Games as Structures
There are two structured occasions that involve play, focus, and the full participation of
others that have given me a model for my own art making parameters and those are:
interviews and [board] games –particularly word games. The game Taboo is an
excellent example of the kind of linguistic problem solving I am excited by; and it played
(excuse the pun) a central role in the recording of an episode of murmur/murmuro. The
goal in Taboo is to have your teammates guess a word written on a card that only you
and your opponents can see without using a list of ‘obvious words’. That means that
Taboo is a game about using alternative ways to get at the heart of a word. I recorded a
group of people playing Taboo and extracted all of the resulting descriptions and linked
them together. Although this recording did not quite amount to the sound piece I thought
it would be, I was able to use it to generate a new text.

14

Deadly, carnivorous, 2017

How does one talk about something without actually naming the thing? Is that what it
means to be indirect or “beat around the bush”? Or is it actually an effective way of
revealing a concept as multi-faceted and complex? Talking around something, or not
having the vocabulary to describe it, provides parameters that force us to reach beyond
what we immediately gravitate towards. In other words, like in Taboo, instead of using
adjectives to describe an object, one can use verbs to describe what that object does or
find ways to contextualize the object. Where does one encounter it? When? When we
choose to speak about how something exists or operates in the world, rather than just
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what it looks like on the surface, we often end up revealing more about ourselves than
the thing itself.

Fantasy House (2018)
I mediated a conversation between four people by providing prompts and specific
questions. Initially the conversation revolved around the beginnings of their relationships
to one another. I was interested in how these first moments of attraction and intrigue
were described. I was trying to push them into finding new ways to describe an emotion
like love. I provided parameters like: “Can you think about a thread or conversation that
you often go back to in your relationship? Now try boiling it down to one word. Now try
describing what that word is to each other.” This didn’t prove to be very successful. We
stuck with this format, which then became a very free-form conversation, for one hour.
Throughout that one hour, I wasn’t able to find my ‘aha!’ moment.
As a last and more playful request, I asked them to each describe their fantasy house, if
money was no object, and to stick to both the materiality of the house and the location
as a way to depict a feeling or tone that they wanted their home to have. For example,
how would the word “freedom” or “privacy” manifest itself physically? After they each
took the time to describe their houses, we put all of their houses together. This required
some compromise though ultimately the house was able to be many things since it was
a fantasy after all. Some people started describing their homes by saying what kind of
sinks they want in their bathroom, others began with location. At first the houses were
very sound and realistic but by the end, when they all had to live together, three
different locations were designated to different corners of the house. One person’s
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infinity pool and life of luxury was overpowering the flow and vibe of the home; so the
pool kept getting pushed further and further away from the house until eventually the
pool was merely a “short bus-ride” away. The decision-making and compromises were
exciting to listen to because the imagery was so vibrant and people were trying to
describe how they wanted their house to make them feel through the use of materials
and objects.

I found that the more playful portion of this mediated conversation, the fantasy house,
while it only lasted for twenty minutes, had the most meat and got to the heart of what I
was searching for. I was able to learn about everyone without having to ask direct
questions which is what I think a good prompt does. Moreover, the notion of an ‘ideal
home’ can mean many things. A home is not just property you own; it also provides
comfort and entertainment and can set the tone for someone’s life-style. What does it
mean to have the home of your dreams? Are you alone in it? Where is it? What details
are most important to you? These are the questions that I didn’t need to ask because
they were revealed throughout the course of the conversation.
After the recording, I transcribed the audio and created a piece of text that is a
conglomeration of all four voices. The text reads as follows:
Chapter 1
The sink taps are designed to allow water to flow out like a tray. There are two sink
basins and the toilet seat has a hinge to make it slow down when you press it so that it
doesn’t slam onto the base and you don’t need to set it down yourself. The toilet seat
cover has a cushion. There is a double-headed shower so that two people don’t have to
fight over the same showerhead when they are in there together. This feature also allows
you to shower by getting sprayed from two different directions. The house is on a hill and
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it has multiple levels. The bathrooms are sparse, spacious and composed of hard
ceramic tiles that extend up the walls from the floor and they go all the way around. The
grout is very clean. Stainless steel is everywhere, the tiles are light in color and there is
one wingback chair. The chair fabric does not get moldy because there are multiple
windows. It is not hard to heat the bathroom because it never gets cold. The house is in a
great climate, dry heat, where the main concern is being cool, not heating up.
The quality of the air is important. The house is in the countryside, in the woods, and in
the winter it is cold and in the summer it is really hot but the house has thick walls so air
conditioning isn’t necessary. In the wintertime the house is a bit cold but in the summer
it’s always cool. There is a fireplace on the ground floor as is the kitchen, which has long,
black, marble counters. This is where most of the time is spent—in the kitchen-livingroom. There are two floors. There is a banister that does not draw attention onto itself as
a banister, it’s only there to prevent a fall but it could easily go unnoticed. It’s not a
curling, beautiful wooden banister, it’s built into the wall and it’s not like a thing that is
attached to the wall. It’s recessed into the wall like a lip tracing a path.
Chapter 2
The staircase doesn’t have banisters or any kind of support. It is a death drop on either
side and the stairs are a bit slippery because they are made out of polished wood and
there is a tray of water at the top of the stairs slowly dripping down. The floating staircase
is not a defining feature of the house; it is tucked around a corner so it doesn’t chop up
the space.
The house has an eco-chic beach aesthetic where everything is either light blonde or
whitewashed wood but it’s not fully whitewashed it’s more like lime-washed so you can
still see some of the wood color through it, like a California beach bungalow. The floors
are polished concrete with radiant heating and the house is just one big open room with
no stairs. The softest part of the house is the fluff on the toilet seat covering.
Chapter 3
The concrete ceiling, even though it’s very high, is oppressive because of its weight. The
concrete floor doesn’t make any noise when walked on, it’s very silent, there’s no
creaking, however because it’s so hard, it just sucks out all of the energy of the footsteps.
The surface that a body walks on everyday should be buoyant. The floor is a sprung
floor, like a dance studio, which allows a body to bound through life and leap from room
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to room. The floor is polished concrete; allowing a body to slide around in socks all day
and glide through life.
There is a TV in the living room but it is installed into a credenza so it is not visible until
you press the top of the credenza and the TV rises up out of it, then you could just very
easily push it back down. There is a big balcony overlooking the sea and there is a pool
and open fire pit on the balcony, creating an indoor-outdoor flow.
Chapter 4
There is an outdoor shower and the line between indoors and outdoors is confusing and
there is a tree growing in the middle of the house and there is a garden in the kitchen.
The garden is a five-foot square, there’s a skylight above it and it has chives and arugula
growing in it. There is an indoor courtyard in the middle of the house surrounded by
outdoor walkways, and in the courtyard is a garden. There are sliding doors surrounding
the courtyard and the grass from the courtyard continues growing into the house and into
the kitchen where the whole floor is made up of grass and there are some shade plants
growing in corners of the kitchen and eventually the grass just peels away as it moves
out of the kitchen.
The house is fully made up of glass walls, facing the ocean and designed to be as
transparent as possible. There is so much of the outside in the home that it becomes
oppressive. Parts of the house are very exposed to the outside but those parts are
protected by glass from the rain. Then other parts of the house are the total opposite and
are more secluded and closed in. There is a double volume library that is densely packed
with books, wooden shelves, a little fireplace and a piano, like a well-to-do English salon.
There are no windows in there. Sometimes this room is very dark and poorly lit.
Chapter 5
There is one bedroom and it is very closed and small, which provides independence from
the sun’s schedule of rising and setting. In the morning the bedroom is an enclosed
cocoon-like space that has an adjacent part of the bedroom that is very open and filled
with light. This is where a body gets dressed. There are four bedrooms in the back of the
house that face the jungle and the jungle is very dense and the rooms are very small.
Light is easily blocked here. In the mornings, bodies wake up and are facing the jungle,
then they turn 180 degrees and walk back into the main space of the house and face the
ocean. The four bedrooms are up at the top of the hill, facing the jungle, and then down
one level are the living spaces that face the ocean. There’s a terrace on top of that lower
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level that you can access from the upper level. There is an outdoor shower, open fire pit
and swimming pool on the terrace.
There are ceramic plates from southern Spain and Morocco that are orange in color and
porous to the touch. They look like pieces of clay, like earth. The house has a shingled
roof that’s made out of the same material as the plates. These plates are used to cook
with and to put food on. They are a nice set of earthenware. The kitchen walls are made
of clay and it is hard to find the plates because they blend in. However, the plates are
shiny because they have a glaze on them. The plates don’t have a glaze on them they
are just slightly different in color than the walls.
Chapter 6
The house is on a bluff overlooking the ocean. There is a little dirt path winding down the
hillside to the beach. There is nobody else there because the house is in a very remote
stretch of coastline. It’s a bit cold there and there are big waves. The house is in the
skeleton coast of Namibia with the desert and the sea. It’s not very hospitable so there is
no one else there. The house is on the southern, Atlantic coastline of Portugal where it is
very undeveloped and there is lots of space. The house is very responsive to the site it is
built on; it is almost built into the hill as if it belonged there. The swimming pool is an
infinity pool. There is a sauna and a wet bar near it so cocktails can be drank in the pool.
The pool does not fit on the terrace so it is next to the home and there is a winding path
that leads to it. The pool is a 10-minute walk from the house. The pool is a short bus ride
away from the house. The pool is a very narrow lane and only two people can swim in it
simultaneously. The pool is very cold. The ceilings of the house are very high. The floors
are wooden and there are carpets, the walls are covered in white paint and there are
heavy drapes. The house is in the woods. The house is really small and in the city. The
house is an apartment. There is a cat. There is not cat because of allergies.

This text was then sent to two different architects. For each chapter, each architect was
assigned one paragraph to render on SketchUp. While rendering, they recorded their
computer screens and then e-mailed me the video file and the SketchUp file to the other
architect to build off of. The two architects continued to send each other the file back
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and forth, like an exquisite corpse, and would send me their screen recordings. In order
to guide them in their decision-making, I provided the following parameters:

Don’t be afraid to let your ideas/depictions go to an extreme—whether it’s ‘architectural
realism’ or ‘artistic abstraction’ or ‘sci-fi-futristic’etc. I am interested in letting the work go
there, I just ask that you treat it like a pendulum so that it doesn’t stay in one reality for
the entire video.
Ex: If it’s in a surrealist reality for all of ‘chapter 1’ find a way to swing it into a contrasting
reality in the next chapter. Doesn’t have to be the complete opposite. You can also do
this paragraph by paragraph, sentence by sentence.
Please don’t use the green/blue horizon background, please use a white background with
no horizon.
Use Quicktime – New screen recording mode. Please only record when you are in
fullscreen mode. This might require you to plan ahead with your images and download
them onto the desktop. I’d rather you don’t exit the full screen mode while you’re
recording. Please tell me if this is a problem/impossible.
*If you are recording and are unsure about your next move or want to think and need to
pause, you can just hold still and not move the mouse, I can always fast forward or edit.
You don’t need to be constantly moving.
A FEW PARAMETERS (please use these in each paragraph)
1. Please depict at least one sentence, of your choosing, abstractly. Be playful! I love
play and humor.
2. Some words have double meaning or are just very malleable, allow yourself to choose
the less logical meaning from time to time. (This is a running theme)
3. Pick a moment when more than one space (could be two or several or all spaces) are
overlaid on top of each other. They don’t have to remain that way, just as long as it
happens.
4. Please change the lighting of the space at least once. (Doing this once is enough.)
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5. Water : you don’t need to spend a ton of time on it each time it’s brought up, but just
make sure you don’t skip over it quickly.
6. Please “close-up” while you work on something of your choosing at least once. (Doing
this once is enough.)
**7. This rule is to be used at least once in the entirety of the video. Does not have to be
used in each paragraph:
Please create a panorama cylinder. There is an example of this here starting at minute
9:00 (this whole video I think is helpful) https://www.youtube.com/watch?v=ZQZOQtkJ1w
8. If you want to animate something please do! Or if you have an idea that requires
greenscreen please do it! We can always key it out and add something in post.
YOUTUBE REFERENCES
TheSketchUpEssentials has a lot of tutorial videos:
https://www.youtube.com/user/SketchUpEssentials/videos
Aaron Bishop has some videos on how to make objects and abstract shapes.
https://www.youtube.com/channel/UCyRg6E5LC5XXirMtKkQZ48w
JMsketch04 has some more generic, house building videos
https://www.youtube.com/user/JMsketch04/videos
I’m not sure how JMsketch made the water ripple in this video but I really like it! If either
of you know have any clue please include it. If you don’t then do no worry too much about
it. https://www.youtube.com/watch?v=8aDF2D1O1QI&t=123s
Donatien FERRY video on rendering water: https://www.youtube.com/watch?v=jNS-Jt0qzk
Creating Backgrounds:
https://www.youtube.com/watch?v=ZQZOQtkJ1-w
https://www.youtube.com/watch?v=58aZxnSuUlw
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https://www.youtube.com/watch?v=Xlj-HReGktY
FINDING IMAGES – YOU HAVE OPTIONS!
I've created a Shutterstock account and paid for 10 images to be used this month. You
definitely don't have to use any of these images if you don't want to, but this is your
library to use so feel free to use it if you see something you really like. Once you
download the image, that will be deducted from my account and the words on the image
will go away.
https://www.shutterstock.com/home
username:pditolla@gmail.com
password: fantasy2018
I really like these HDRI images found on HDRI HAVEN. They are panoramic photos which are
completely free to download and public domain. I think we should definitely use these cause they
would look great especially in the panoramic cylinder!
https://hdrihaven.com/hdris/
I googled "free public domain images" and came across this site which is exactly what it is:
https://www.pexels.com/public-domain-images/

The prompt: “describe your ideal home,” is often used in couple’s therapy and while I
am no analyst that “…transforms the stories that cannot be digested and weaves new
sustainable meanings from the patient’s mind…” my intention was to find and use
“stand-ins” for that which goes unsaid. 4 While navigating a series of compromises and
thinking about what is most important to you, one quickly realizes what are the things in
one’s life one is willing and unwilling to sacrifice. There is a sense of discovery that
occurs in a conversation that continuously requires you to question your every decision.
I noticed that by the end of the four-way conversation each person became more
adamant about what they wanted, but also increasingly uncompromising about the
4 Ferro, Antonino and Nicoli, Luca, The New Analyst’s Guide to the Galaxy: Questions about contemporary
psychoanalysis. Pg. 6.
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things they were not willing to do or change. For instance, to quote the original transcript
of the conversation, “J” describes a strong desire as follows:
N

And do you prefer woods or seaside?

J:

That’s really a debate that I’ve been having with myself for the last half an
hour or so.

N:

Aha.

J:

Actually sea... Well I think being at the ocean is better than being in the
woods but I think for precisely that reason I have to live in the woods.

R:

Why?

J:

Because I would be too distracted by the waves and I would be too…

P:

You’re denying yourself what you want in your own fantasy though!

J:

Yeah I need to be somewhere that’s more…

N:

Like disappointing?

J:

Disappointing, yeah. That gives me the necessity to think of another place.

P:

To leave. Yeah, to go somewhere. Yeah, that makes sense.

J:

Yeah. I don’t want to live where I go on vacation, where I’d love the most.

Lastly, I converted this dialogue between four people into a dialogue between two
people. The conversation was modeled after a couple’s therapy session. Some lines are
direct quotes from the original transcript and others I wrote in order to shape the
narrative and overall flow. Two actors, both women, while floating nomadically in the
middle of an ocean, then performed this dialogue. They discussed their ideal [fantasy]
homes while also, indirectly, discussing their desires and feelings about their
relationship. For instance, the notion of “seasons” becomes a metaphor for their sex life
and the division of bathroom fixtures becomes a representation of a need for space
from the other. Perhaps the most obvious moment is when one person describes their
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wish for the house to be “child unfriendly, which is aggressively telegraphed to visitors.”
It’s not to say that this person actually wants a “child unfriendly” aesthetic, rather what
they are actually expressing is that they don’t want kids. It’s important for these two
videos, the architectural fantasy and the two-person dialogue, to be seen together. They
formally inform one another while also revealing what is not being said as much as what
is actually being expressed.
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